This article examines the strategies used by Johannesburg writers Phaswane Mpe and Ivan Vladislavić in their texts Welcome to Our Hillbrow (2001) and Portrait with Keys: The City of Johannesburg Unlocked (2006) to make sense of the bewildering transformations of post-apartheid Johannesburg. The article begins by sketching the transformations of the city in the wake of the dismantlement of apartheid-era segregation, sketching in particular the way in which the city has been turned "inside-out". It then goes on to examine in the texts by Mpe"s and Vladislavić"s figures of the "inside-out", specifically Mpe"s use of narratological loops and Vladislavić"s implementation of the figure of the Möbius strip, to show how these recent literary texts have attempted to elucidate the vertiginous demographic changes in the city.
1
The humour lies of course in the inhabitants" total absence of reaction to the hyperbolic finds uncovered by the police raid. There is nothing out of the ordinary here, no need for comment. What is truly scandalous in the clipping, for the local residents and the reader respectively, is, on the one hand, the existence of a municipal library in such an improbable environment, and on the other, the residents" total ignorance of its existence in their midst. Jest aside, this genuine or feigned horror at the presence of an archive of literary texts at the heart of the metropolis that has produced one of South Africa"s two Nobel Laureates is indicative of the much-decried demise of literary culture in post-apartheid society. South Africa is a digitally saturated but largely bookless society. Even the educated elite of the rainbow nation, still hampered by the legacy of the segregated Bantu education system, hardly reads. For a disturbingly large majority of South Africans, there is, as it were, no library in Hillbrow. 2 Yet if we are to reverse the terms of this dilemma in a chiastic but intertwining operation which typifies much of what I wish to do in this article, we might reach rather different conclusions. For Hillbrow is certainly in the library. Ever since the publication of Phaswane Mpe"s now-classic Welcome to Our Hillbrow, 3 one of the two texts I wish to visit here, Hillbrow has become very much a literary presence. Indeed, this welcoming slogan has undergone remarkable metastases, as for instance, evinced for instance in an eponymous 2008 urban art sculpture by Maja Marx located on a flight of steps up an embankment off Nugget Street in Hillbrow. 4 At right angles to one another, along the inner long right-angle of two steps, two stencil-cut strip-plaques read "WELCOME TO OUR HILLBROW". The two inscriptions face each other foot to foot at the meeting of plinth and step, their respective scripts running in opposite directions along their syntagmatic axes. Whichever inscription one reads, whether one is ascending or descending the steps, the other plaque, the same though inverted, addresses its welcome to in a different direction, to a different "outside" -turning its statement inside-out, as it were. (I first learnt about these urban art artefacts from a further metastasis of the slogan, a canvas photo-print of the inscriptions canvas made by Johannesburg street kids involved in an amateur photography social-work project). 5 So, not only is Hillbrow in the library: more interestingly, such inscriptions and adjacent artefacts prompt a further switch of the chiastic pair. Contrary to what its inhabitants might believe, there is indeed a library in Hillbrow, minimal though it may be.
What is rehearsed by the apocryphal newspaper report quoted above is the marginalization of narratives, archives or media other than those documenting crime, disorder, disintegration as the face of South Africa"s largest metropolis. The dearth of alternative narratives to those of mayhem and malaise is evidence of an acute crisis of existential orientation as evinced, for instance, in the recent diagnosis offered by the erstwhile TRC"s figurehead Archbishop Desmond Tutu. 6 The city has changed radically, and narratives of a more sophisticated variety those of than prejudice, racism, or fear have seldom been found to make sense of the new landscape. Graham documents "a sense of disorientation amid rapid changes in the physical and social landscape. The changes necessitate new forms of literal and figurative "mapping" of space, place and memory." 7 Just such a processes of "narrative mapping" is emblematized in the opening section of Mpe"s novel entitled "Hillbrow: The Map" (Welcome, 1-27). Such mapping instantiates "an almost compulsive attempt on the part of the narrator to site his protagonist in the city" and is doubtless driven by the author"s avowed "desire to map Hillbrow, contemporary Hillbrow". 8 Resonating with this this desire, and also evinced in Marx"s minimalist plaques, is a nascent, countervailing trend towards the re-narrativization of the city, the establishment of an alternative archive at times coeval with the urban fabric itself, and articulated in various textual forms as "secondary modelling systems". 9 Pursuing such twists and turns in the city"s stories about itself, I read in this article Mpe"s now-classic Welcome to Our Hillbrow (2001) alongside Ivan Vladislavić"s Portrait with Keys (2006) 10 with a view to tracing some literary representations of a city which, amidst the tumultuous process of turning itself "inside-out", is searching for a new language to document its recent transformations. The inside-out imagined by Mpe takes the urban-rural dichotomy which is central to African narratives of modernity, indeed of Modernity in its quintessential European manifestations, and subjects it to a thorough torqueing. 11 Mpe"s text is written from the perspective of rural immigrants to the city whose moral prejudices are turned inside-out by their trajectory from periphery to centre. By contrast, Vladislavić"s text speaks far more from the experience of Johannesburg"s white middle-class denizens, disoriented like the parodic protagonist of the earlier novel The Restless Supermarket by the "crumbling order" of the emblematic "Café Europa" in Hillbrow.
12 Yet Vladislavić"s collaged text also, like Mpe"s, plays with the chiastic notion of the inside-out as one of its most powerful topoi. 17 Bremner has written that after the end of apartheid, Johannesburg no longer operates in section, it no longer has a below and an above, an inside and an outside. It once did, the logic of extraction and then of apartheid concealing many secrets. It now wears these on its skin, a thick surface of tangled trajectories, muddled hierarchies and latent opportunities. 18 The erstwhile polarization of apartheid Johannesburg into rich white suburbs in the north, impoverished black townships in the south, and a CBD where both groups met in the everyday labour transactions of a major commercial and financial metropolis, abruptly became fluid. Following upon the mass flight of large corporations from the CBD to peripheral centres such as Sandton or Rosebank, the city centre has been "hollowed out", in the words of urban theorist Martin Murray, resulting in a metropolis "turned inside out". 19 The city centre has become a contested zone, its high rise flats occupied by immigrants from other African nations, its streets taken over by a flourishing informal economy in the "loose spaces" of the sidewalks and the parks. 20 In Vladislavić"s Portrait with Keys, the narrator"s brother Branko comments bluntly on the situation: "It"s starting to look like a township around here" (Portrait 46-7, 64). Johannesburg"s rich white suburbs have made space for a rising black middle class, but are simultaneously threatened by inroads of criminality, as control over the impoverished peripheral townships is no longer exerted in quasimilitary fashion. These trends are symptomatic of the shifts which have transformed the face of the city over the past two decades -the mutually intertwined "centripetal" and "centrifugal" forces at work in cities such as Johannesburg. 21 As a result, the social landscapes of South African cities have suddenly become fluid. Now that the buffers of apartheid segregation are gone, there emerge messy intersections and overlapping realities. Ordinary, everyday lives, which were excluded from the city by Western urban management practices, town planning codes or by the legal and administrative apparatus of apartheid, have brought distant geographical, social and cultural worlds into contact. 22 Vladislavić describes in an interview a "very fluid situation, in which that large shape of a country begins to melt and shift shape, and neighborhoods change, the particular areas of the city that one"s become familiar with and feels completely at home in, has one"s memories invested in -they change." 23 How to make sense of a city which has been turned upside-down, inside-out, which has become opaque to its inhabitants as their capacities for cognitive mapping are dislocated by its vertiginous transformations? How, then, does one decode the post-apartheid city using the hermeneutic "keys" -to appropriate Vladislavić"s eponymous terms -of the literary text? In other words, to reiterate my initial question, is there a library in Hillbrow? To be sure, the city itself is a material archive in time and space of its own transformations over the two decades since the demise of apartheid. In other words, layered palimsestically in the urban fabric itself, but none the less inseparable from one another, are traces of the past and the present, whose combined effects explain the transformations of the city today: "The city . . . is no more than a mnemonic" (Portrait 33). Yet such traces, hidden under "topsoil of memory" (Portrait 176) as they are, cannot be easily deciphered: "I wish I could read these strata the way a forester reads the rings of a felled tree, deciphering the lean seasons, the years of plenty, the catastrophes, the triumphs", the narrator says (Portrait 87). By their very nature they demand elucidation via another code, in this case that of the literary text. I suggest that Mpe"s and Vladislavić"s texts carry out their task of deciphering the cryptic urban code via the topos of the entangled inside-outside. This concept is epitomized by the figure of the Möbius strip, which not only provides a figure of the inside-out phenomena exemplified in the city, but also merges the insideoutside polarities of world and perception. 31 In the words of Leon de Kock, it constitutes a " "representational loop" … found neither in "reality" nor in "art", but in the doubling that occurs when the two intersect each other, like a Mobius [sic] strip whose surfaces paradoxically face both inside and outside, and are yet unbroken." 32 The literary text is part of the world, but in its readerly appropriation, a process which is directly addressed by Mpe and Vladislavić, enters the world of signification that the "represented spaces" and the "spaces of representation" of the city also inhabit. 33 The post-apartheid city-text, of which Mpe and Vladislavić are significant exemplars, thus instantiates one central characteristic of "post-transitional aesthetics", what Flockemann has called "the use value of "grounded aesthetics", which allow individuals to make cultural sense of the everyday world". Thrift state that "the city as a whole can never be known." 38 Murray opines that "Johannesburg is a place that cannot truly be grasped in its entirety as some kind of fixed or stable whole, since its morphological form, its places, and its people are in constant motion, continuously changing and evolving in ways planned and unplanned, anticipated and unanticipated." 39 Paradoxically, however, it is precisely the opacity or the disquieting multiplicity of the post-apartheid city which makes the literary text as apposite means of understanding its complexity. Lindsay Bremner, speaking of the inadequacy of urban planning discourse or architectural language to encompass the multifaceted complexity of urban spaces, suggests powerfully that cities cannot be paraphrased, . . . as such, they have more in common with poetic than literal language, with literature than information. Insofar as the city exceeds interpretation, it operates like a work of literature. While the economic, political, social and cultural histories which can be identified and in relation to which they can be described, interpreted, explained or judged, cities also display resistance to such interpretation.
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The city, "en fuite" in the language of Nuttall and Mbembe, 
Tiragalong is in Hillbrow
The astonishingly entangled plot of Mpe"s novel binds together the destines of a group of young people from rural South Africa, metropolitan Johannesburg, Nigeria and
Oxford. The story-telling blurs the boundaries between geographical places: "Tiragalong was 43 and subsequently commits suicide. Ironically, however, he is merely being punished for his own earlier but undiscovered affair with Sammy"s girlfriend, the unavowed guilt of which has driven him to start writing a short story which images a future for Refilwe (Welcome, 54).
I sketch the baroque complications of Mpe"s plot merely because the convolutions at the "mimesis"-level of narration appear to follow the entanglements of the "diegesis"-level of narration. 45 Refentše"s story is in some ways a mirror of his own experience, but paradoxically it also prefigures the later trajectory of Refilwe, who later dies of HIV related illnesses:
45 G. Genette, Narrative Discourse, trans. Jane E. Lewin (Oxford: Blackwell, 1980), pp. 29-30)
The diseased woman of your story did not resolve to tumble down from the twentieth floor of her building, to escape her misery. She chose a different route to dealing with her life. Her first resolution was to stop going home, to Tiragalong, where wagging tongues did their best to hasten her death. But then she discovered, like you did,
Refentše, that a conscious decision to desert home is a difficult one to sustain.
Because home always travels with you, with your consciousness as its vehicle. So her second resolution was to pour all her grief and alienation into the world of storytelling. You had her write a novel about Hillbrow, xenophobia and the prejudices of rural lives. Given the limited length of your short story, you could not explore the issues in satisfactory detail. (Welcome, 55)
Here, a character in the protagonist-adressee Refentše"s story, one very similar his former Tiragalong girlfriend Refilwe, now suffering from the AIDS-related illnesses that will eventually claim her life, writes the novel that we are reading. We are confronted with an Escher-like structure where a narrative we are reading contains a short story which contains a novel (interiority to the third degree) which is the narrative we are reading (exteriority) which contains the short story which contains the novel… and so on. 46 Mpe turns narration inside out. Cutting across this eternal loop in which the inside becomes the outside and vice versa is the second-person narrative voice which links narration and protagonist as it is addressed at story level to Refentše, but also includes us at the narrative-discourse level, as Carol Clarkson has shown. 47 We must imagine an endless loop pinned together with narrative as social action. As Vladislavić says, "we are stories within stories. Stories within stories within stories. We recede endlessly, framed and reframed, until we are unable to read ourselves" (Portrait, 102). But for Mpe, this does not lead to infinite regression or narrative illegibility. On the contrary, the infinite generativity of his stories, across social space and across narrative space, is intended as an antidote to racism, prejudice and violence. Such social ills, Mpe suggests, depend upon truncated, incomplete, oversimplified narratives: "Given the limited length of your short story, you could not explore the issues in satisfactory detail" (Welcome, 55). Such minimalist narratives in turn repose upon binary oppositions (us and them, South Africans and Makwerekwere, the derogative term for African foreigners) which cement people in certain essentialized places: Hillbrow as den of iniquity, Tiragalong as locus of moral purity:
"the danger of the city is never allowed to settle into the negative term in a binary that sets it against the rural. It is in this shifting landscape that, for better or worse, the post-apartheid nation will continue to imagine itself." 48 Mpe proposes a process of narrative accretion in which the limits of a story become the site of its extension, in which inside-outside relationships guarantee ever more complex stories:
There would always be another story of love, betrayal, friendship, joy and pain to add to your narrative granary. There would always be the need to revise, reinforce, contradict. For ever new personal experience adds to our knowledge of life and living, death and dying. Every act of listening, seeing, feeling, tasting is a reconfiguration of the story of our lives. (Welcome, 51). Mpe"s shifting, multiperspectival narrative seeks to perform such an accretive narrative process. In tracing a cross-section of "Hillbrow and all its multitudinous life stories" (Welcome, 79) it seeks to break down the segregated, frozen narratives of spatio-temporal trajectories which govern postapartheid prejudice.
In the process, Hillbrow becomes "Our Hillbrow". The inclusive "Welcome to Our Hilbrow" of the title is a speech act which does not merely embody the appropriation of the erstwhile segregated city by the citizens of the newly democratic South Africa -and also by those of the newly mobile continentbut also a performative which sets a spatio-temporal project in motion, opening up the city, changing its demographics, turning it inside out. We as readers, for the most part outsiders to Hillbrow, to Johannesburg, indeed in many cases to Africa, gain a stake in its narratives. The performative title summarizes the inclusive, accretive work done by the narrative as a whole -drawing others into an ongoing business of border-crossing story-telling. The narrator describes as a "diptych" two figures who occupy adjacent spaces on either side of one of the entrance ramps to the Gem Supermarket: a black cobbler with his stall and a mentally disturbed white man who paces up and down in the confined but half-open space. These "two scenes fold[ed] together like the wings of an icon", constituted of "the black man quietly working, with a pile of old shoes beside him, and the white man restlessly pacing" (Portrait, 38) gradually fuse together in the narrator"s perception:
A connection crackles between them that will not be easily broken. . . . The caged man is wearing out shoes as fast as the cobbler can mend them. But where does it start? Which panel of the diptych should we favour? Is the caged man making the cobbler work? Or is the cobbler making the caged man walk? (Portrait, 38) This chiastic doubling is crucial to Vladislavić"s project. If Gaylard is correct in claiming that Vladislavić "is, if anything, a deconstructionist, allowing binaries to collapse under their own tension", 50 then the work of double-looping is a central means of achieving such blurring of boundaries. The almost homonym "walk"/"work" brings together in a not-quite unison the two halves of postapartheid South Africa, "the just and the unjust city, wrapped in one another like onion skins" (Portrait, 201). None the less, the partial non-coincidence of "walk" and "work" indexes the way in which South Africa continues to experience a broad-based, non-legislated, residual form of de facto segregation -between those once regimented workers who now conduct their informal businesses on the city streets, and those still economic elites who increasingly barricade themselves in their luxury mansions and swimming-pooled gardens behind high walls and electric fences. Vladislavić"s almost mythical figures are those of the self-perpetuating polarities of the post-apartheid city, the black unskilled worker performing a vital social function, the white inhabitant of a fortress become a prison. Both are here on display in something like a perpetual "happening", a form of unintentional site-based "border performance art". 51 The border runs between the two figures, but also connects them: it is, to appropriate Leon de Kock"s generic term for the hybrid operations of culture in South Africa, a "seam". 52 It exemplifies, moreover, the manner in which, in postapartheid South Africa, black political elites, white economic elites and impoverished black majority populations continue to be connected by complex relationships of mutual distrust and reciprocal interdependence. Where does the causal process begin, where is the centre and where is the periphery, Vladislavić wonders, characteristically providing no answer because none can be found in the post-apartheid era of "entanglement". 53 The most literal figure of this entanglement is enacted by Vladislavić"s narrator when he trips over a loop of packaging material, falling painfully to the ground: "There is a loop of thick white paper around my ankles. One seamless piece, barely large enough for my feet to fit through. How on earth did this happen?" (Portrait, 19) . "Earth" is what has always been at stake from well before apartheid and beyond: from the seizure of land by white settlers, via the Native Land Act of 2013, and the segregation of Johannesburg into north and south with the mining areas as an east-west buffer zone, the establishment of the townships for black urban labour, through to the reconquest of the city streets by informal vendors, or the invasion of white suburbs by criminal elements. 54 The paper strip gestures towards the undoing of apartheid closure: "When I look for my keys to the door, the white strip is dangling from my arm like an unravelled bandage" (Portrait, 20). The "white" strip offers semantic, epistemological "keys" in place of those ubiquitous metonymies of security paranoia, always in excess of real threats (compare Portrait, 141-3). Given the title of the book (Portrait with Keys) and the way, this phrasing might be seen as instantiating as well as palliating the "anxiety" some critics see as pervading the text. 55 But falling and unravelling are by no means necessarily negative terms in Vladislavić"s lexicon (the narrator would like to read an essay that Canetti never read, entitled "The Art of Falling" -Portrait, 89-90). The fall pulls the narrator into the orbit of a conversation between a security guard and a domestic servant talking through a metal fence: "I have fallen like a drunkard over the guy ropes of their conversation, dragging them both towards me" (Portrait, [19] [20] . Tripping over the strip of paper actually activates that reconnection of social relationships that apartheid has so carefully disconnected from one another, creating, in an ephemeral way, a fragmentary, hesitant, stilldistrustful community on both sides of the fence. Most significantly, though, it transpires that the strip embodies a well-known geometrical oddity: "When I pick up the loop again, I realize for the first time that it has a twist in it. It is a Möbius strip. A one-sided figure, a three dimensional object with only one surface. I have fallen over a paradox" (Portrait, 21). The Möbius strip offers a concrete figure in which inside and outside surfaces segue into each other, miming the polarized, segregated spaces of apartheid as they blur into one another in the worldly transformations of the post-apartheid era. The Möbius strip turns inside out and vice versa. As a paper entity it figures the work of the post-apartheid texts written by Mpe and Vladislavić as they attempt to give an account of the inside-out city. These are texts whose "[l]ogic turns [their] sentence[s] inside out" (Portrait, 71), but precisely by virtue of their linguistic and narratological operations, are able to take cognisance of the complexity of everyday existence in the contemporary post-apartheid city. Is there a library in Hillbrow? Is Hillbrow in the library? The answer to both questions is a cautious affirmative. The protagonist-addressee of Mpe"s novel laments "the scarcity of written Hillbrow fictions in English and Sepedi" (Welcome, 29). Mpe himself rectified this "ommission" (Welcome, 30) almost single-handedly by producing a text which is now regularly prescribed on school and university curricula, in South Africa and abroad. Since school prescribed texts are the only books that many South Africans read, Mpe"s novel has a significant role to play in the textual articulation of new urban sociogeographics in the world-view of post-apartheid citizens. Vladislavić"s text is of a different order and will be appropriated by different audiences, but taken together, such texts make a major contribution, both at home and abroad, to elaborating a new, if fraught, literary consciousness of the spaces of the transformed South Africa and the ways the country"s citizens inhabit them.
